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Abstract 
recollection 
 
Tiera Tanner 
 
 
 This written thesis is the accompanying documentation of my Masters of Fine Art thesis 
exhibition — recollection. This exhibition presented a collection of oil paintings of created over 
three years in the graduate program through the College of Creative Arts at West Virginia 
University. My personal experiences during this time directly affected the paintings displayed 
through this exhibition, including marriage, deployment, and the birth of my first child. Each of 
my created works references a photograph of a family member or myself. These images capture 
moments in time and can reflect a narrative to the audience, along with ideas of nostalgia, 
heritage, and this effect of memory on the present.  
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 1   
Introduction 
 
 
 Recollection encompasses my graduate work in painting over the course of three years. 
This exhibition of works spans the shift and growth of not only my studio practice, but my life 
outside the studio as well. These paintings give insight into formal developments, contemporary 
considerations, and more. Collectively, they reflect an experience interpreted through oil paint on 
substrates of canvas and wood.  
My current work concentrates on childhood memories depicted with oil paintings 
referencing moments in time. Utilizing old, analog photographs of my husband’s childhood and 
my own – as well as more current imagery – I investigate concepts of autobiography, memory, 
and nostalgia. By formally editing the reference imagery, and through the lack of detail in the 
out-of-focus photographs, I suggest past moments intertwined with clearer and more recent 
images as an altered reality, conditioned by time and memory. The work acts as snippets of 
psychological, transitional space, where my personal existence is reformulated into new 
narratives. 
Influences for this body of work come from my past and present personal experiences, as 
well as from contemporary painters, such as Luc Tuymans (b. 1958, Belgian) Michael 
Borremans (b. 1963, Belgian), Eric Fischl (b. 1948, American), and Elizabeth Peyton (b. 1965, 
American). These artists operate with traditional painting practices and allude to historical 
contexts while working with present-day content.  
Working from my photographic resources, particularly photographs dated from the early 
1990s through today, the lack of clarity and subtle distortions evoke the perception of past 
moments. They become fragments of lives, or possibly perceived as a singular life – expressing 
a contemplation of narrative and the regeneration of these moments persisting within a painted 
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existence. For example, Andrew and Glen’s first birthday (2017) (fig. 7) evokes specific 
emotions, such as joy expressed on the face of the grandfather figure behind the two boys. 
However, the babies do not direct similar emotion – chaotic brushwork flows with a blurred 
face of unhappiness and calmer, intensely layered areas of the other twin’s face evoke 
contemplation as he plays in the heap of messy birthday cake. 
In other paintings, immersive scenes draw the viewer in to familiar environments, like in 
The Living Room (2017) (fig. 15). However, distorted and blurred areas juxtaposed with 
heightened painted brushstrokes create hesitation. In Twins in their Jeep (2017), the young boys 
at play appear jovial, but their matching outfits and red Jeep contrast sharply to the dark 
background. More detailed paintings express a newer, truer clarity of specific memories, such as 
in the diptych work, Green is the New (2017) (fig. 3). Each painting relays a narrative, one that 
can be easily related to all viewers, but deeply personal in content. Nostalgia evokes the 
conception of a utopian past – one that never truly existed. A distance is created from the reality, 
but in turn, become a new painted existence and experience. 
The traditional compositions pay homage to history painting and portraiture, but 
also speak back to the source of a four by six-inch printed photograph. Works referenced 
from more current imagery reflect ideas of heritage intertwining with nostalgia. These 
works provide an ambiguous addition to the narrative and further reflect the psychology of 
memory. The painted representation of these images prompt the challenge of reality 
through memory, nostalgia, and the efforts of our recollections to become infinite. 
 
 
 
 
 3   
Influences: Personal History 
 
 The core influence for my artistic practice is my upbringing — all of the facets of 
growing up in West Virginia in the early 1990s — including playing in wooded hillsides, creeks, 
and cabins, sharing my toys with my ornery brother, and experiencing the realities of lower-
middle class life. Choosing the career of ‘artist’ is a rarity where I come from. Yet, inspiration 
exists in my loved ones. My teacher-mother, blue collar-father, and a slew of cousins and 
relatives living in the heart of the Mountain State have guided me in various ways, but none so 
much artistically and creatively as my Pap. Pap is a carpenter, craftsman, and creative genius. 
His artistic medium is wood — morphed into homes, bowls, furniture, toys, and more. This 
hereditary use of the organic material — wood — directly inspired my painting series, 
“Engrained,” which involved oil paintings of my family’s hands on exposed wood panels. 
“Engrained” (2013) fueled my studio practice coming into the graduate program at West 
Virginia University. This body of work resumed the ongoing theme of wood grain appearing in 
and influencing my oil paintings. To emphasize a breakdown of personal heritage, I exposed the 
wood substrate in some works, while in other paintings, brush strokes and texture provided this 
decomposition of history through the painting of human hands. My specific focus on hands also 
stressed the significance of my heritage in that hands serve as the tools used to convey our 
creativity.  
However, as I continued to paint and experiment throughout the graduate program, the 
inspiration to expand from the context of hands for the “Engrained” series evolved through my 
new studio practices, dramatic life events, and research of contemporary painters, art history and 
theories. As my studio space became a hub of new works and experimentation over the course of 
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several semesters— including paintings on wood and canvas, monotype prints and small 
drawings — my life outside the Creative Arts Center involved planning my wedding, the death 
of my husband’s grandfather, my brother’s intensive Army training, my husband’s year-long 
deployment, my pregnancy, and the birth of my son, Aelon.  
During these emotionally-charged times, I found inspiration and comfort in memories of 
my childhood preserved through aged photographs. I discovered an image from my first birthday 
party that prompted the idea to work from old photographs and explore memory or nostalgia. 
Cropping down this image and painting other collected images from the same occasion renewed 
my studio practice. The considerations for working from my photographic resources, particularly 
photographs dated from the early 1990s, provided an autobiographical investigation, to which I 
further expanded my reference imagery to include old photographs of my husband’s childhood 
as well. I discovered the overlap of our personal histories vital to carry through new paintings. 
This sparked the creation of the majority of the works for recollection, along with the research 
conducted of contemporary artists and art history. 
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Influences: Contemporary Painters 
 
 I have investigated many contemporary artists throughout my graduate studies through 
museum visits, art history courses, reading articles, watching interviews, and traveling to New 
York City with a group of painting students. However, my research for recollection focuses on 
four contemporary painters, including Elizabeth Peyton (b. 1965, American), Eric Fischl (b. 
1948, American), Luc Tuymans (b. 1958, Belgian), and Michael Borremans (b. 1963, Belgian). 
 Peyton’s revival of the painted portrait in the early 1990s is influential to my work, as 
well as making a mark in the contemporary art world. This American painter claims in an 
interview for the Louisiana Channel in 2015, that “people are an occasion for painting — a place 
for me to put a lot of my feelings about life.”1 She further explains her drive to paint, “There is 
very good reason for me to do this (paint) and to try to capture this moment…I really like how  
people contain their time in their faces.” Her thinned-down, oil paint brushstrokes express 
character with minimal build up of painted layers.  
 Vår (2013) (fig. 30) is an approximately fifteen inch by twelve-inch painting capturing 
the embrace of two figures, both with their faces turned away or obscured from the viewer with 
harsh shadows framing their contours. The ambiguity of this painting shifts from the majority of 
Peyton’s work which features profile portraiture. However, the moment of the characters’ 
embrace provides an inlet for the audience to explore his or her own related experience, rather 
than observe specific subjects in a voyeuristic manner. The desaturate, monochromatic brown 
palette assists with this open-ended interpretation. Although the majority of the works in 
recollection relate to particular people, some paintings, such as Andrew on the lawn (2017)    
                                                
1 TheLouisianaChannel, YouTube, November 09, 2015, Accessed January 5, 2018, 
https://www.youtube.com/watch?v=3Hwl1l_j2vE. 
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(fig. 9) and Not the Teeter Totter (2017) (fig. 12), provide similar monochromatic palettes, 
central compositions, and offer viewers a chance to relate their own personal histories onto the 
work. In addition, the looser brushwork in these pieces takes from Peyton’s direct method 
painting and strategic paint application. Other pieces push the essence of ambiguity through 
washy mark-making, blurred and unfinished rendering, such as Crowned Andrew (2017) (fig. 20) 
and Birthday Balloons (2017) (fig. 21). 
 Whereas Vär gives little suggestion to specific people, much of Peyton’s work is directly 
connected to a person, a often celebrity or a friend she feels connected to. The majority of my 
paintings relate to a subject or person I am emotionally connected to. The titles, like Peyton’s 
works, often reflect the name of person referenced in the painting — a nod to the history of 
portrait painting as well. For example, Alex (Katz) (2012) (fig. 31), features a portrait of Peyton’s 
friend, Alex Katz, seated in a sofa chair. Her painted interpretation of the facial features could be 
considered the focus of the work, however, the hot pink contour of the seemingly-unfinished 
sweater draws the most attention. Peyton’s direct method approach is very deliberate, giving just 
enough attention to areas of emphasis with the exact amount of paint and brushstroke 
application. Nothing feels overworked. This approach is one that I returned to consistently for 
inspiration in my own body of work, particularly the small, 11x17” paintings from the summer 
of 2017, such as October 6th (2017) (fig.18). 
 Peyton works from photographs for reference, along with working from life. She states 
that photographs often contain a higher saturation, as opposed to more light exposure from the 
live model. The photographic image plays a vital role in my own painting practice. Although 
reference imagery dates back to the late 1980s, color remains vibrant and lively in the palette for 
works such as Eat Cake (2017) (fig. 5) and Kindergarten King (2017) (fig. 6). My decision to 
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adjust and amplify the saturation for Eat Cake relates to the influences of Peyton’s paintings like 
Alex (Katz).  
 The adjusted palettes for paintings in recollection not only reflect formal decisions, but 
the manipulation of a memory through time and the reinterpretation of a photograph through 
painting. Fischl employs strategies of altered source imagery to create his paintings, like Worry 
(2017) (fig. 32). Worry features a male adult figure in presumably the bedroom of a young girl, 
who is standing on the bed. Odd gray, plush toys contrast the vibrant image of Donald Trump 
and the girl’s colorful rainbow skirt. The faces of the subjects are turned away from the viewer, 
toward the door. The male’s pose expresses one of concern.  
 Fischl is a contemporary painter uncovering the uncertain nature of his subjects through 
staged, edited, and manipulated versions of his own photography. He expresses his relationship 
with works in progress in the studio: 
There’s … the emotional side of the work, the psychological side where you go in and 
explore feelings and relationships and memories. Often times you find things you’re 
not ready for and you can’t bear that this is in front of you. I assume that’s the 
vulnerability you’re talking about. I certainly have times where I walk around in my 
studio thinking: “I can’t paint, I’m not as good as I think I am, I’m certainly not as 
good as everyone else thinks I am.” And I’m freaked. The other side is when you’ve 
opened a door and you feel the weight of the responsibility. There’s something sacred 
about paint. You make a pact with the painting, you will be responsible for whatever 
you’re putting on it, what you find out.2 
 
I have found this quote representative of my own studio practice at times. The larger 
canvas paintings from recollection — Andrew and Glen’s First Birthday (fig. 7) and Tiera’s 
First Halloween (2017) (fig. 4) reflect these feelings in that a relationship with the painting starts 
to become more than simply the rendering of a photograph. Beginning layers may provide 
                                                
2A.M. Holmes, “Eric Fischl,” Bomb Magazine, January 1, 1995, Accessed August 30, 2017 from 
https://bombmagazine.org/articles/eric-fischl/. 
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successes in paint application and formal qualities, but the emotional aspects shift the creation. 
Andrew and Glen’s First Birthday — featuring my future husband, Andrew, and his twin brother 
with their grandfather — was ironically finished shortly after the passing of their grandfather 
after a quick, but fatal battle with cancer. My emotions carry through other paintings, like Tiera’s 
First Halloween, in which the painted face of my mother connected with me unlike any painting 
before. The maternal nature of the image reflects my own feelings of nurture toward my son. 
However, no matter my personal connection to the imagery, I have been influenced to 
establish a distance from the works to encourage viewers’ own interpretations. Luc Tuymans’ 
ability to reinterpret found imagery to examine history and memory through culture in his 
paintings is continually inspirational. His gallery presentation of ‘isolated fragments’ is an 
approach I considered for my recollection exhibition. The Tate Modern in London explains: 
Tuymans’ range of imagery deliberately resists categorization. Events and ideas are not  
 expressed explicitly, but implied through subtle hints and allusions, creating an   
 ambiguous collage of disconnected fragments and details…He has chosen to present  
 individual paintings from various bodies of work, bringing together disparate images  
 from different points in his career. This approach signals Tuymans' belief that   
 representation can only be partial and subjective, and meaning must be pieced together,  
 like memories, through isolated fragments.3  
 
 W (2008) (fig. 33) references an image of Walt Disney in front of a map of his “Florida 
Project.” Tuymans’ abstracted oil painting gives little clue to the figure of Disney beyond the 
shadow and the tight crop of his right arm. There is a relationship to portraiture in this painting, 
but the subject information is left to interpretation. W is the key influence for my painting Feet at 
the Party (2016) (fig. 14). Like W, Feet at the Party, is a cropped section of a larger image from 
my first birthday party. The palette, desaturated from the aged photograph, gives a murky 
interpretation of time, similar to Tuymans’ adjustment to the color temperature of W, Feet at the 
                                                
3 “Luc Tuymans – Exhibition at Tate Modern,” Tate, Sept. 2004, www.tate.org.uk/whats-on/tate-
modern/exhibition/luc-tuymans. 
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Party’s specific crop omits the faces of either figure, rather focuses on the feet of each subject. 
The lines in the painting, created by a picnic table, shoes, and the human form move the viewer 
through the composition, just as the lines of the map and shadows create a successful 
composition in W. The perplexity in Tuymans’ work is aspirational, but the majority of the 
paintings for recollection are a little more straightforward with subject matter. 
 Borremans’ subjects for his paintings may be easily recognizable as well, such as the 
reoccurring young female figure. His extensive painting portfolio is known for at times, haunting 
images that give the viewer just enough information in the composition to think the work can be 
resolved with a specific narrative, but are often left uncertain. References to past art historical 
movements and artists arise in these paintings, just as with my former contemporary influences. 
Borremans’ work can often be recognized for repeating formal elements, such as palette and 
composition, and painterly style. However, most notable is the artist’s ability to bring viewers to 
the painting with familiar elements, such as the human form, but then trap them in the unnatural 
worlds in which each painting exists.  
Often close-up, or cropped, these compositions provide the viewer with entrance points 
of power, such as above or looking down at the figures in his painting The Lucky Ones (2002) 
(fig. 34). The essence of this perspective may relate to Borremans’ upbringing and life-long 
admiration of painting. In an interview for The Art & Visual Culture Magazine, Borremans 
explains: 
Painting is an old medium. It has so much gravity; it makes its subjects sacred. I 
remember being six or seven years old, going to church and staring at the painings of 
saints. I couldn’t keep my eyes off them. I thought, ‘How could a man have made this?’ It 
was if someone had created another world. I knew I wanted to do that, too.4 
                                                
4 Katya Tylevich, “Michael Borremans – The Painters Song,” Elephant – The Art & Visual Culture 
Magazine, Summer 2012, Accessed April 12, 2016 from http://www.zeno-
x.com/artists/MB/MB_press/MB0677.pdf. 
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 Just as The Lucky Ones hints at an action or a narrative in the females working at the 
table, other paintings in Borremans’ portfolio provide similar scenarios, but are often left open-
ended. For example, in the painting, The Spell (2001) (fig. 35) a female figure is placed at a table 
with her hands appearing to be in action with an object that is left out or invisible in the painting. 
The perspective of this work comes from above the figure, and just as in The Lucky Ones, a 
vaguely painted surface mimics a table. The details in the painting of the figure are also loose, 
with more attention being placed in the shift of hues in the material of the figures blouse than in 
more human elements, like hands.  
More detail exists in a similar work, possibly a study for The Spell, The Ceramic Salami 
(2001) (fig.36). This smaller pencil and watercolor work on cardboard relates the figure from 
The Spell in the same position and perspective. However, in The Ceramic Salami, the viewer is 
provided with more narrative information with the placement of a salami in the hands of the 
figure. The table is perceived to be reflective as tones from the salami are mirrored on its surface. 
Additionally, the composition is zoomed out to expose more of the figure’s left arm and hair. 
The decision to edit these aspects from The Ceramic Salami to The Spell reflects more of 
Borremans’ Neo-European tendencies to experiment with painting, yet relate to traditional 
contexts. In an interview for Zoo Magazine from July 2013, Borremans discusses his late start to 
painting at the age of 33 and the dialogue with painting history:  
I have all of these implicit associations in my work that refer to history of art. I find that 
interesting. If you want to do something pure and autonomous you should work with a 
new medium, but it is impossible with painting; you can never be purely conceptual, 
since it is actually a romantic medium…Painting is highly rudimentary; it has always 
existed and always will. Each era has painters who reflect upon the present time and its 
society; they are truly interesting witnesses from the art historical point of view.5 
                                                
5 Marta Gynp, “Michael Borremans,” Zoo Magazin, July 2013, Accessed April 10, 2016 from 
http://www.martagnyp.com/interviews/michael-borremans. 
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 Borremans has been overwhelmingly influential to the creation of my graduate work. I 
admire his consideration for masters of painting history, the creation of his works, and his 
extensive painting process. When developing the painting Twins in their Jeep (2017) (fig. 8), I 
consistently turned to Borremans' deeper, desaturated palette and other formal considerations, 
like the layering of the paint to achieve to the human form. Borremans' use of the human form 
becomes objective — serving to achieve contrast, dimension, and life in a dark environment. 
Twins in their Jeep borrows from this objectivity in that there is a consistent rendering and 
development of painted layers throughout, not necessarily bringing most attention to the twins as 
traditional portraiture would suggest. 
 The history of painting cannot be overlooked as influential to my own painting practice 
as well. The contemporary artists I’ve focused on, such as Peyton, Fischl, Tuymans, and 
Borremans, are strongly grounded in the development of painting over time. Whereas Peyton’s 
work reflects classic portraiture, Borremans continues to utilize old painting techniques, such as 
an umber underlayer to support his palette. All of these artists share their reaction to the 
photograph’s impact on painting, with Fiscal and Tuymans sustaining painting through the use of 
the found or created photograph. My paintings for recollection reflect this history as well, in that 
I have taken from established painting methods, such as the traditional layering processes, but 
utilize the found, created, and manipulated imagery of my own past. The creation of my 
paintings, even when starting from the blank substrate of wood or canvas are strongly supported 
by the influence of contemporary painters and art history. 
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recollection: Concepts of Memory, Nostalgia, and the Postmodern 
  
When I considered the conceptual makeup for recollection, I studied my reference 
imagery and found that although these were simply snapshots of my husband’s and my 
childhood — humble four inch by six inch images — they combined to create a new 
representative past or memory — the driving force of nostalgia that invigorated past experiences. 
As the reference imagery became larger paintings and their relationship to the history of painting 
became apparent, I asked myself where I ‘fit’ in relation to contemporary artists in the depth of 
the postmodern scene. 
 Douglas Kellner and Steven Best, in In Search of the Postmodern, briefly outline art 
history and define modernism, impressionism, and later avant-garde movements, emphasizing 
that conceptualized postmodernism involves the “diverse aesthetic forms and practices which 
come after and break with modernism.”6 The authors relay: 
 Postmodern theory provides a critique of representation and the modern belief that theory 
 mirrors reality, taking instead ‘perspectivist’ and ‘relativist’ positions that theories at best 
 provide partial perspectives on their objects, and that all cognitive representations of the  
 world are historically and linguistically mediated…Postmodern theory also rejects  
 modern assumptions of social coherence and notions of causality in favour of   
 multiplicity, plurality, fragmentation, and indeterminacy. In addition, postmodern theory  
 abandons the rational and unified subject postulated by much modern theory in favour of  
 a socially and linguistically decentered and fragmented subject.7 
 
 Arthur Kroker’s The Postmodern Scene (1986) explores the ‘fragmented subject’ of 
postmodern theory. Kroker refers to philosophers from Kant to Foucault to discuss societal and 
                                                
6 Douglas Kellner and Steven Best, "Postmodern Theory,” Postmodern Theory, Accessed January 12, 
2018. https://pages.gseis.ucla.edu/faculty/kellner/pomo/ch1.html. 
7 Douglas Kellner and Steven Best, "Postmodern Theory,” Postmodern Theory, Accessed January 12, 
2018. https://pages.gseis.ucla.edu/faculty/kellner/pomo/ch1.html. 
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cultural fluxes embedded in the concepts of postmodernism. As postmodernism in art sought to 
reflect late, twentieth century society and culture, Kroker describes a transgressive spiral by 
referring to Nietzsche: 
 Nietzsche’s legacy for the fin-de-millenium mood of the postmodern scene is that we are  
 living on the violent edge between ecstasy and decay; between the melancholy lament of  
 postmodernism over the death of the grand signifiers of modernity — consciousness,  
 truth, sex, capital, power — and the ecstatic nihilism of ultramodernism; between the  
 body as a torture-chamber and a pleasure-palace; between fascination and lament. But  
 this is to say that postmodernism comes directly out of the bleeding tissues of the body — 
 out of the body’s fateful oscillation between the finality of “time’s it was” (the body as  
 death trap) and the possibility of experiencing the body (au-dela of Nietzsche) as a “solar 
 system” — a dancing star, yes, but also a black hole — which is the source of the hyper- 
 nihilism of the flesh of the postmodern kind.8 
 
 These paradoxical themes found in this postmodern theorization have led other scholars 
to consider the cynicism and irony in this age of creation, along with other considerations, such 
as concepts of nostalgia. Linda Hutcheon — University of Toronto’s Professor Emeritus of 
English and Comparative Literature and a specialist in postmodernist culture and in critical 
theory — presents in her article, Irony, Nostalgia, and the Postmodern (1998), an “attempt to 
deal with [the] unfinished business, to try to understand why I had earlier chosen to all but ignore 
the nostalgic dimension of the postmodern in favour of the ironic…I simply believed irony to be 
more complicated, more interesting, more ‘edgy’ than nostalgia, and in so believing, I all but 
ignored the very real and very uneasy tension between postmodern irony and nostalgia today.”9 
 Hutcheon vouches for the importance of nostalgia, as psychological, not physical, in the 
postmodern and, like Kroker, references Kant: 
                                                
8 Arthur Kroker and David Cook, The Postmodern Scene: Excremental Culture and Hyper-aesthetics 
(New York, NY: St. Martins Press, 1991). 
9 Linda Hutcheon, "Irony, Nostalgia, and the Postmodern,” Accessed November 17, 2017, 
http://revistas.unam.mx/index.php/poligrafias/article/viewFile/31312/28976. 
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 As early as 1798, Immanuel Kant had noted that people who did return home were  
 usually disappointed because, in fact, they did not want to return to a place, but to a time,  
 a time of youth. Time, unlike space, cannot be returned to--ever; time is irreversible. And 
 nostalgia becomes the reaction to that sad fact…Nostalgia, in fact, may depend precisely  
 on the irrecoverable nature of the past for its emotional impact and appeal. It is the very  
 pastness of the past, its inaccessibility, that likely accounts for a large part of nostalgia's  
 power…This is rarely the past as actually experienced, of course; it is the past as   
 imagined, as idealized through memory and desire. In this sense, however, nostalgia is  
 less about the past than about the present…It is "memorialized" as past, crystallized  
 into precious moments selected by memory, but also by forgetting, and by desire's  
 distortions and reorganizations. Simultaneously distancing and proximating, nostalgia  
 exiles us from the present as it brings the imagined past near…The aesthetics of nostalgia 
 might, therefore, be less a matter of simple memory than of complex projection; the  
 invocation of a partial, idealized history merges with a dissatisfaction with the present.  
 And it can do so with great force.10 
 
 Although nostalgia idealizes a past that never existed, or existed only in part, memory can 
also be considered a subconscious adjustment to factual events of the past. Joan Gibbons dives 
into the relationship of the artist with memory in her book Contemporary Art and Memory: 
Images of Recollection and Remembrance (2007). She cites philosophers and novelists to 
support her claim that memory involves facets of fantasy with past truths: 
 Memory was still often characterized in visual terms, with philosophers such as John  
 Locke claiming that the knowledge that is recalled is frequently reproduced through  
 images or sense impressions. Because of this emphasis on imaging or the formation of  
 impressions, memory became closely related to imagination…The legacy of this   
 understanding of memory as both a form of knowledge and an agent of the imagination is 
 to be found early in the twentieth century in the work of Proust, who has become   
 famously associated with memory…[He] treated memory as something that has an  
 emotional rather than an intellectually organized base — as an important constituent of a  
 person’s inner self. Moreover, Proust was to recognize and comment on the important  
                                                
10 Linda Hutcheon, "Irony, Nostalgia, and the Postmodern,” Accessed November 17, 2017, 
http://revistas.unam.mx/index.php/poligrafias/article/viewFile/31312/28976. 
 15   
 role that memory has a creative power in bridging the gap between past and present in a  
 way that connects personal truths to a wider audience or readership.11 
 
 Gibbons’ utilizes examples of self-portraits from art history, such as those from 
Rembrandt van Rijn (b. 1660- d. 1669) and Vincent van Gogh (b. 1852-d. 1890) to outline how 
the paintings represent a presentation of memory through specifically curated features and 
elements. “Memory, of course, is inherently selective and there is a proven tendency to rework 
the original facts of an event or experience in a way that coheres around the wishes and values of 
the person remembering…what is important for [the] viewers are the human truths that they 
appear to embody.”12 By establishing a framework of images into new paintings arranged in a 
gallery setting, I allow the audience to experience ideas of my memory, but in actuality, they are 
creating their own interpretation of these ‘human truths.’  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                
11 Joan Gibbons, Contemporary Art and Memory Images of Recollection and Remembrance (New York, 
NY: I.B. Tauris, 2007). 
12 Joan Gibbons, Contemporary Art and Memory Images of Recollection and Remembrance (New York, 
NY: I.B. Tauris, 2007). 
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recollection: Concepts of Reconstructed Space and ‘Authorship’ 
 
  
The idea that the artist drives specific meaning in their work is another consideration for 
recollection. Although, I imagine audiences will bring their own interpretations and nuances to 
my paintings when they experience them, I also recognize that my authorship influences the 
audiences’ understanding of the work. This concept is theorized through acclaimed philosopher, 
Michel Foucault (b. 1926 – d. 1984). Foucault critiqued the idea of authorship in his essay What 
is an Author?. Although his article – published in 1969 for the Bulletin de la Societe Francaise 
de Philosophie –  focuses on and cites works of literature, the concepts have been applied to 
visual art. In particular, this essay focuses on the relationships between art, artist, and audience 
based on Foucault’s notion that the traditional definition of an author limits the circulation of 
ideas and meaning around a work or works of art. 
Foucault’s essay, What is an Author?, challenges authorship. In this essay, Foucault 
critiqued the limits that authorship creates, and claimed that the author is an “ideological figure 
by which one marks the manner in which we fear the proliferation of meaning.”13  He argued that 
without this role, we would no longer care to ask the questions of originality, authenticity, etc. 
“[We] would hear hardly anything buy the stirring of indifference: “What difference does it 
make who is speaking?”14 Foucault argued readers (or viewers) of the work are actively involved 
in the “construction of meaning” and there is “no single, absolute meaning or truth, but only a 
                                                
13 Charles Harrison and Paul Wood, eds, Art in Theory, 1900-2000, Oxford and Cambridge: Blackwell 
Publishers (2003), 953. 
14 Michael Olsson, "Power/Knowledge: The Discursive Construction of an Author," The Library 
Quarterly: Information, Community, Policy 77.2 (2007): 219-40. 
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socially constructed and located “truth” or “truths”…nor is this “truth” something that can be 
predetermined by the author.”15 
 Van Gogh’s revolutionary paintings sparked the future of modern painting, yet he was 
never successful in his time. Gerhard Richter (b. 1934 – ), also at the forefront of his field, has 
achieved much success in his living age even though his upbringing left him parentless. These 
artists’ biographies provide context to their work, including their artistic upbringing and 
challenges in their field. Yet, without the nuances of authorship – such as background, 
experience, etc. – meaning, interpretation, and experience from the perspective of the audience 
can flourish and the critical analysis of the art shifts. Foucault’s essay supports the idea of 
expanded meaning, explaining without the constraints of authorship, including all context 
surrounding that author, the work would be free to proliferate other meanings. The potential for 
the expansion of transgressive ideas was Foucault’s hope that is still analyzed today. His 
challenge to the modern idea of authorship resonates through the history of art.  
 Michel Foucault was a French philosopher who wrote numerous essays that questioned 
and challenged societal and ethical issues. Foucault remains one of the most influential and 
controversial scholars of the post-World War II period.16 This era sparked criticism in the field of 
art as well. Artists in the post-World War II period questioned art practices established by the 
Modernists. The search for ‘one truth’ in art by the lone studio artist immersing themselves and 
all meaning within an art object was the goal of the Modernists. Modern art critics, such as 
Clement Greenburg, placed formal qualities in a work of art, such as line, color, form, and 
                                                
15 Michael Olsson, "Power/Knowledge: The Discursive Construction of an Author," The Library 
Quarterly: Information, Community, Policy 77.2 (2007): 219-40. 
16 “Michel Foucault: French Philosopher and Historian,” Accessed October 10, 2016, 
https://www.britannica.com/biography/Michel-Foucault. 
 18   
materials, most important to achieve a successful creation. However, post-modern artists and 
authors sought to challenge and critique the art object and the source of meaning. 
 Foucault states that “the author’s name serves to characterize a certain mode of being of 
discourse. It is a speech that must be received in a certain mode and that, in a given culture, must 
receive a certain status.”17 These discourses, such as those that come from the name ‘Vincent van 
Gogh’ establish a limited framework from which meaning can disseminate to the viewer. 
Without the author mode, meaning becomes unrestricted by these limitations. However, Taylor’s 
essay argues that through the author, the viewer discovers their own ‘self.’ Foucault also 
recognizes in What is an Author? that within the creation of the work, the author (or artist) 
performs a “form of self-sacrifice” or the “voluntary obliteration of the self.” 18 
Discussion surrounding the work of German painter, Gerhard Richter often does not 
regard authentication or authorship as much as the historical context of his contemporary works. 
Richter’s extensive portfolio includes paintings of multiple styles for which he is known for, 
including the abstract piece, 612-1, Untitled, (1986) (fig. 37) and one of his photo paintings, Two 
Candles (1982)(fig. 38). Richter’s investigation in painting often negates personality. In an 
article for October magazine (Autumn, 1992), Peter Osborne investigated Richter’s relationship 
to photography in his paintings and the history that defines them. No consideration for Richter 
himself is taken in this article: 
The question thus arises as to the meaning of this double negation, of painting by   
 photography and photography by painting. What kind of painting does it    
 begin?...Richter’s work is exceptional, historically exceptional, in that it is produced at  
 the point of a contradiction that it endlessly (and systematically) mediates, that it can  
                                                
17 Charles Harrison and Paul Wood, eds, Art in Theory, 1900-2000, Oxford and Cambridge: Blackwell 
Publishers (2003), 950.  
18 Michael Hanchett Hanson, 2013, "Author, self, monster: Using Foucault to examine functions of 
creativity," Journal Of Theoretical And Philosophical Psychology 33, no. 1: 18-31. PsycARTICLES, 
EBSCOhost (accessed October 16, 2016). 
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 never resolve, but which, in the self-consciousness of this impossibility, it is thereby able  
 to render determinate: a contradiction between the end of painting as a living form of  
 collective representation and its continuation within the art institution on the basis of a  
 serial ingenuity that, symptomatic in its individuality, carries the weight of a historical  
 condition. Richter adopts a variety of strategies to make painting out of the self-  
 consciousness of this contradiction, and he produces a variety of forms of painting. Yet  
 each derives its meaning and its importance from this common condition, and from the  
 way in which it is taken up, replayed, and affirmed within the work, within the very act of 
 painting.19 
 
 The use of the photograph in my work gives a ‘beginning’ to the painting, not only as a 
physical reference of light, shadow, and form, but as an embodiment of a moment from the past 
or memory reinterpreted through oil paint. The cyclical process of reality becoming an image 
becoming a painting representing a nostalgic reality serves as a reformulated space in which 
there are neverending interpretations in the viewing of the painting.  
 Catherine M. Soussloff writes in Michel Foucault and the Point of Painting from 2009 
that for Foucault, painting should be viewed as pleasure and knowledge.  
 From Alberti onwards, arguments have been made for the superiority of painting as a  
 method or medium of knowledge production, distinct from writing. Primary among these  
 positions is the understanding of painting as speaking without words: ‘Painting does not  
 speak’, wrote Leonardo, ‘but it is self-evident through its finished product. … If you call  
 painting mechanical because it is primarily manual, in that the hands depict what is found 
 in the imagination, you writers draft with your hand what is found in your mind…  
 painting embraces not only the works of nature, but also an infinite number that nature  
 never created.’ … Foucault insisted on a further distinction: that between painting as  
 savoir and the kind of knowledge produced by philosophy or science, which he called  
 connaissance. (Savior referring to the French verb ‘to know’ and connaissance meaning 
 ‘knowledge.’)…According to Foucault in The Archaeology of Knowledge, the aim of an  
 archaeology of painting would not be centered on the artist and the ‘murmur of his  
 intentions’ ‘transcribed’ ‘into lines, surfaces, and colours.’ For that matter, in this   
 articulation of the point of painting, Foucault rejects the singular artist as promoter of the  
                                                
19 Peter Osborne, "Painting Negation: Gerhard Richter's Negatives," October 62 (1992): 103-13, 
doi:10.2307/778704. 
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 meaning of the work of art, just as he had refuted the traditional idea of the author in his  
 famous essay written at the same time. Instead, the archaeology of painting would  
 demonstrate that ‘it is discursive practice that embodied in the techniques and effects’,  
 and as such, that it possesses what Foucault calls ‘the positivity of knowledge itself  
 (savoir).20 
 
 Foucault raised much discourse in not only What is an Author?, but in his numerous other 
philosophical essays, such as The Archaeology of Knowledge (1969). Whether writing about 
literature, painting, or humanity, Foucault’s considerations assist to broaden the viewers sense 
about what they are looking at. Adrian Wilson summarizes in Foucault on the “Question of the 
Author: A Critical Exegesis,” Foucault did not “kill the author” as other philosophers, like 
Barthes pushed toward, but created a way to analyze and question the role of the author.21  
 Through my paintings for recollection, viewers can grasp a reformulated view of my life 
— the work of the ‘author.’  However, when looking beyond ‘Tiera as artist’ and my personal 
influence surrounding the work, new meaning and thoughts can arise for each viewer. 
 
 
 
 
 
 
 
 
                                                
20 Catherine M. Sousseff, "Michel Foucault and the Point of Painting," Art History 32, no. 4 (September 
2009): 734-754. Academic Search Complete, EBSCOhost (accessed September 28, 2016). 
21 Adrian Wilson, "Foucault on the "Question of the Author": A Critical Exegesis." The Modern 
Language Review 99, no. 2 (2004): 339-63. 
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Analysis: Formal Investigation of Paintings 
 
 Painted snippets of my childhood and my husband’s weave together to create a new 
narrative built from photo references. The personal photograph remains essential to my 
paintings. The aged, poorly-lit, and composed, four by six-inch photograph is inspirational to the 
creation of each painting. Formally, the photographs provide reference for color palette, 
composition, mark-making decisions, and substrate. 
 My choice of surface to paint on remained decisively three-quarter inch plywood 
underlayment in my graduate beginnings. This substrate related directly to my concepts, like 
Engrained, and was vital to the work. When I was challenged to switch directions conceptually, I 
continued to utilize the wood surface. My affinity for this raw-edged, imperfect material speaks 
to my painting origins and my creative heritage. However, the addition of canvas serves as a 
positive shift in my work as well for the varying texture and application of oil paint.  
 For example, Eat Cake (2017) (fig. 5) and Kindergarten King (2017) (fig. 6), each 
16”x20”, are cropped fragments from a larger reference photograph. My reference imagery — 
photographs from the early 1990s — does not provide much detail and are desaturated or washed 
out from age. Yet, the fragments of poor images are not only reimagined through paint, but 
through the texture of the canvas. These paintings contrast with Feet at the Party (2017) (fig. 14) 
and Tiera’s First Birthday (2017) (fig. 13), in that they are painted on masonite, as opposed to 
canvas, which creates a smoother surface.  
 In the masonite paintings — which are also cropped from photographs — varying 
compositions from the original image push the idea of memory, specifically Feet at the Party. 
This painting, unlike the majority of the pieces for recollection, omits a direct character or 
identity by focusing on feet rather than faces. The leading lines from the feet legs and ambiguous 
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objects guide the viewer through the painter while also allowing for his or her own interpretation 
of the work as opposed to the more direct composition of Tiera’s First Birthday that centrally 
places an individual for the narrative to unfold. 
 Green is the New (2017) (fig. 3) is a diptych of two 18”x 24” oil paintings on plywood 
underlayment. This piece, like Feet at the Party, does not focus on the traditional portrait, but 
other aspects of a specific occasion — my wedding.  Aelon, I (2018) (fig. 28) and Aelon, II 
(2018) (fig. 29) are paintings that reference newer occasions through alternative portraiture as 
well. The addition of this work to recollection hints at a more current time or memory because of 
sharper detail and refined layers of paint.  
 The process of painting each work for recollection shifted for each section of paintings 
arranged in the gallery. For example, the section featuring … is a group of 11”x17” works on 
plywood underlayment that quickly capture my interpretation of a reference photograph. I often 
worked with a limited time frame of one to four hours to paint each piece — conceptually to 
serve as a reference to the fleeting nature of memory, but practically because of my pregnancy.   
 Although technical prowess in my painting process was key to my past work, where I 
would spend hours painting multiple layers and glazing paint, some paintings for recollection 
reflect quicker studies, experiments, and different aspects of process in painting — such as 
reacting to my environment, time, and influences. For example, Birthday Balloons (2017) (fig. 
21) involved quick reactions with thinned-down oil paint and distinct mark making — taking 
formal influences from Peyton’s work. “The thing is the thing…that record of figuring it out is 
an exciting part of the painting,” Peyton explains. “It’s also so challenging, to figure it out from 
 23   
nothing…I like the magical things that come from my own bad photography...they might contain 
something that you would never see in real life.”22 
 Recollection incorporates the unfolding of my painting methods and the development of a 
more mature body of work, even if some paintings feel left behind or unfinished. Not the Teeter 
Totter (2017) (fig. 12) features a monochromatic blue palette with small additions of broader 
color and impasto marks. My exposed underpainting is responsible for the overwhelming blue. I 
decided to stop with additional layers of color to emphasize the haziness and lack of clarity often 
associated with remembering a past event. Other paintings represent my traditional methods of 
paintings, in which I sketch, create a monochromatic ‘block in’ and then add layers of oil paint 
(midtones, contrast, and highlights) to develop the work.  
 My arrangement of the paintings is not chronological nor set to express a specific 
narrative, but rather the development and different stages of graduate work. For example, the 
right wall at the bottom of the ramp displays the large canvas works, Tiera’s First Halloween 
(2017) (fig. 4) and Andrew and Glen’s First Birthday (2017) (fig. 7). These particular pieces 
represent the combination of reference imagery of my childhood with my husband’s that sparked 
the remaining works for recollection. I hope the audience will connect all of the works through 
their own individual interpretations, but see the variation of technique and style that separates 
some paintings from others. Recollection features repeating characters that relay the nostalgia of 
my past — along my husband’s — but it can be reinterpreted in a myriad of ways through the 
eyes of each viewer. 
 
 
                                                
22 Nicholas Cullinan, “Interview with Elizabeth Peyton,” The White Review, April 2016, Accessed March 
31, 2017 from http://www.gladstonegallery.com/sites/default/files /EP_TheWhiteReview_Apr2016.pdf. 
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Conclusion 
 
Just as the hands represent deeper meaning in my “Engrained” series, the paintings of 
depicting out-of-focus objects and people resonate with the exploration of memory in my work. 
Unlike my former, hyper-detailed works, the lack of detail becomes the challenge to accurately 
capture these moments. The deconstruction of the image – zooming into blurred facets of the 
image – pronounces the lacking features. The culmination of these paintings creates a narrative 
for the audience to decipher. Personally, they combine to create an understanding and 
interpretation of my past through events that have led to the reasons I paint at all. 
Research of contemporary artists, art history, and art theory has greatly benefited my 
graduate work and have revealed aspects of myself as a painter that I had previously not 
acknowledged to a mature extent. Whether relating my paintings to the work of a contemporary 
Belgian artist, acknowledging my artistic roots within the context of the post-modern, or 
considering how the audience may interpret my work based on my name, I have developed into a 
more rounded, cultured, and educated artist. 
In addition, the opportunity to explore the facets of my childhood and my husband’s 
through my studio practice has been a cathartic experience and a privilege. Although I have 
undergone life events that challenged my strength and abilities, the studio became a valuable 
retreat. The resulting work of recollection is the physical embodiment of the escape through the 
nostalgic memories of my past.  
My post-graduate pursuits include not only to continue to paint from references from my 
past, but to paint my son, Aelon, as well. Borrowing from my artist influences, specifically 
Michael Borremans, I plan to craft specific compositions for reference imagery. This may 
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involve my son resting during naptime, with subtle lights, texture, and drapery arranged to create 
the image. Other ideas would manipulate reference imagery, either from past or present, in 
Photoshop to edit reference photos with interesting crops, palettes, etc. to further push the 
painted image in the beginning processes. I look forward to the continuation of my painting 
practice as an important part of my life after the graduate program at West Virginia University. 
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Illustrations 
 
 
 
 
Figure 1: Tiera Tanner, recollection (wall vinyl) with Aelon, II 
 
 
 
Figure 2: Tiera Tanner, recollection (Installation view) 
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Figure 3: Tiera Tanner, Green is the New, diptych, oil on wood panel, 18”x24” each, 2017 
 
 
 
Figure 4: Tiera Tanner, Tiera’s First Halloween, oil on canvas, 48”x36”, 2017 
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Figure 5: Tiera Tanner, Eat Cake, oil on canvas, 16”x20”, 2017 
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Figure 6: Tiera Tanner, Kindergarten King, oil on canvas, 16”x20”, 2017 
 
Figure 7: Tiera Tanner, Andrew and Glen’s First Birthday, oil on canvas, 48”x32”, 2017 
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Figure 8: Tiera Tanner, Twins and their Jeep, oil on wood panel, 24”x24”, 2017 
 
Figure 9: Tiera Tanner, Andrew on the lawn, oil on wood panel, 24”x32”, 2017 
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Figure 10: Tiera Tanner, Tiera and the telephone, oil on wood panel, 32”x36”, 2017 
 
 
  
Figure 11: Tiera Tanner, Tiera’s Room, oil on wood panel, 24”x24”, 2017 
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Figure 12: Tiera Tanner, Not the Teeter Totter, oil on wood panel, 24”x32”, 2017 
 
 
 
Figure 13: Tiera Tanner, Tiera’s First Birthday, oil on masonite, 24”x24”, 2016 
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Figure 14: Tiera Tanner, Feet at the Party, oil on masonite, 24”x24”, 2016 
 
 
Figure 15: Tiera Tanner, The Living Room, oil on canvas, 28.5”x44”, 2017 
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Figure 16: Tiera Tanner, Popcorn on the Bed, oil on wood panel, 11”x17” 2017 
 
Figure 17: Tiera Tanner, Napping with Elmo and Super Grover, oil on wood panel,  
11”x17” 2017 
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Figure 18: Tiera Tanner, October 6th, oil on wood panel, 11”x17” 2017 
Figure 19: Tiera Tanner, Recital, oil on wood panel, 11”x17” 2017 
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Figure 20: Tiera Tanner, Crowned Andrew, oil on wood panel, 11”x17” 2017 
Figure 21: Tiera Tanner, Birthday Balloons, oil on wood panel, 11”x17” 2017 
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Figure 22: Tiera Tanner, County Fair, oil on wood panel, 11”x17” 2017 
 
 
Figure 23: Tiera Tanner, Engrained, Joyce, oil on wood panel, 12”x12”, 2015 
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Figure 24: Tiera Tanner, Engrained, Chris, oil on wood panel, 12”x12”, 2015 
 
 
Figure 25: Tiera Tanner, Engrained, Mason, oil on wood panel, 12”x12”, 2015 
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Figure 26: Tiera Tanner, Chris, oil on wood panel, 12”x24” each, 2015 
 
Figure 27: Tiera Tanner, Engrained, Mason, II, oil on wood panel, 12”x24”, 2015 
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Figure 28: Tiera Tanner, Aelon, I, oil on canvas, 18”x24”, 2018 
 
 
Figure 29: Tiera Tanner, Aelon, II, oil on canvas, 16”x20”, 2018 
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Figure 30: Elizabeth Peyton, Vår, oil on panel, 15.25”x12”, 2013 
 
 
Figure 31: Elizabeth Peyton, Alex (Katz), oil on aluminum veneered panel, 15x12,” 2012 
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Figure 32: Eric Fischl, Worry, oil on linen, 78”x90”, 2017 
 
 
 
Figure 33: Luc Tuymans, W, oil on canvas, 74”x47”, 2008 
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Figure 34: The Lucky Ones, 31.5”x39.375”, oil on canvas, 2002, image obtained from 
http://www.cmoa.org/CollectionDetail.aspx?item=2998. 
 
 
 
 
Figure 35: The Spell, 60cmx70cm, oil on canvas, 2001, image obtained from http://www.zeno-
x.com/artists/MB/michael_borremans.html. 
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Figure 36: The Ceramic Salami,15.6cmx13.cm, 2001, pencil and watercolor on cardboard, 
image obtained from http://www.zeno-x.com/artists/MB/michael_borremans.html. 
 
 
 
 
 
 
Figure 37: Gerhard Richter, 612-1 Untitled, 88.75”x79”cm, oil on canvas, 1986, image obtained 
from http://www.cmoa.org/CollectionDetail.aspx?item=1026278. 
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Figure 38: Gerhard Richter, Two Candles, 120x100cm, oil on canvas, 1982, image obtained 
from https://www.gerhard-richter.com/en/art/paintings/photo-paintings/candles-6/two-candles-
6354/?&categoryid=6&p=1&sp=32. 
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Tiera Joy Tanner
Education
Related Experience
BACHELOR OF ARTS            West Virginia Wesleyan College, Buckhannon, WV    
Major:  Graphic Design        Minors:  Marketing, Media Studies       Summa Cum Laude
MASTER OF FINE ARTS      West Virginia University, Morgantown, WV
Concentration: Painting            In Progress
tierajoytanner.com  |  tierajoyfloyd@gmail.com  | 204 Concord Street, Clarksburg, WV 26301
        
2015-2018
 
 2012
2016 - Present
2017
2015 - 2016
2014
2013
2013
2010-2012
2010 - 2012
GRADUATE ASSISTANT         WVU, Morgantown, WV
Taught Drawing I, Drawing II, as well as assisted with the painting courses, including Painting I, 
II, and III.
PRIVATE DRAWING INSTRUCTOR                     Morgantown, WV
Instructed a middle school student in basic Drawing and Design principles.
ART HISTORY DATABASE GRADUATE ASSISTANT               WVU, Morgantown, WV
Collected, scanned, and recorded images of art and architecture, with their accompanying 
metadata, for the Art History department.
INTERIM ADJUNCT PROFESSOR                   WV Wesleyan, Buckhannon, WV
Taught ‘Copiers & Sharpies’ (INDS-107-01), a freshmen seminar by Phil McCollum, in which 
students receive an art credit by learning basic design knowledge and applying those skills to 
campus-related material.
REVIEW BOARD: Senior Portfolio Interviewer Art Department, WV Wesleyan, Buckhannon, WV
Interviewed seniors on the success of their portfolio of graphic design work. 
HIRING COMMITTEE: Painting & Drawing Hire        WV Wesleyan, Buckhannon, WV
Assisted the faculty of WV Wesleyan’s School of Art by interviewing applicants as a student 
representative for the Painting and Drawing position for the art department.
DEPARTMENT ASSISTANT         Art Department, WV Wesleyan, Buckhannon, WV
Conceptualized logo for the department. Designed website layout and created promotional         
materials to be distributed among current and prospective students.
GALLERY ASSISTANT   Art Department, WV Wesleyan, Buckhannon, WV
Produced gallery posters and postcards for numerous exhibitions in Sleeth Gallery.  
2013
2012
2010 - 2012
2011
2011
2009-2010
    
 
2009-2010
   
2010- 2012
 
      2015
2017
FESTIVALL DESIGNER                   FestivALL, Charleston, WV
Designed a poster for the Art Fair as part of FestivALL, an arts and entertainment fair.
ART EDITOR                   Vandalia, WV Wesleyan, Buckhannon, WV
Edited and designed the annual art and literary magazine for the college.
PHOTOGRAPHER        
Prepared and executed a photoshoot for multiple clients including wedding, senior portraits, and 
actor portfolio shots. Used multiple lighting scenarios and backgrounds. Edited and printed final 
photographs for the commissioners.
HIRING COMMITTEE: Photography Hire School of Art, WV Wesleyan, Buckhannon, WV
Served as a student representative for WV Wesleyan’s School of Art hiring committee by reviewing 
and interviewing applicants for the Photography position in the art department.
GRAPHIC DESIGN INTERNSHIP         Studio 401, WV Wesleyan, Buckhannon, WV
Designed and printed a myriad of projects for Studio 401 promotion and clients, including flyers, 
postcards, posters, business cards, etc.
GRAPHIC DESIGNER       Skidmore Development Inc., Flatwoods, WV
Revitalized company brochures and marketing packages.  Designed several logos for subsidiary 
company signs and billboards.
LAYOUT & SECTION EDITOR  The Pharos, WV Wesleyan, Buckhannon, WV
Redesigned newspaper layout.  Edited and designed the “Entertainment” section.
DISNEY COLLEGE PROGRAM  Walt Disney World Resort, Orlando, FL
Operated “Attractions” in the Magic Kingdom at Storybook Circus. Responsible for the proper 
operation of rides, successful guest interactions, and upholding the company’s core values.
VERMONT STUDIO CENTER                  Johnson, VT
“20th Biennial West Virginia Juried Exhibiton,” Art Museum of WVU, WV Division of Culture 
and History, Morgantown, WV
“2017 Best of West Virginia Open Juried Exhibition,” Tamarack, Beckley, WV
Solo Exhibition, Erikson Alumni Center, Morgantown, WV
Solo Exhibition, EuroSuites Gallery, Morgantown, WV
“Private Sale,” The Diamond Shop, Morgantown, WV
“The Old College Try, WVU MFA Exhibition,” Artist Image Resource, Pittsburgh, PA
Juried Student Exhibition, West Virginia University, Morgantown, WV
Experience Continued
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Exhibitions & Residencies
“2016 Best of West Virginia Open Juried Exhibition,” Tamarack, Beckley, WV
“Narrations: Stories in Art,” David L. Dickerson Fine Arts Gallery, Tamarack, Beckley, WV
“Surroundings: MFA Students Respond to their Environment(s),” Mesaros Gallery,    
  Morgantown, WV
“Confluence, WVU MFA Exhibition,” Artist Image Resource, Pittsburgh, PA
“2015 Best of West Virginia Open Juried Exhibition,” Tamarack, Beckley, WV 
Solo Exhibition, Concord University, Athens, WV
“Emerge,” Robert C. Byrd Courthouse, Tamarack Artisan Foundation, Charleston, WV
“19th Biennial West Virginia Juried Exhibition,” David L. Dickerson Fine Arts Gallery,     
 Tamarack, WV Division of Culture and History, Beckley, WV
Juried Student Exhibition; West Virginia University, Morgantown, WV
Art Prize 7; Palatte Coffee, Grand Rapids, MI
“2014 Gallery Collection,” Annex Gallery at Taylor Books, Charleston, WV
“2013 Holiday Bizarre,” Annex Gallery at Taylor Books, Charleston, WV
“18th Biennial West Virginia Juried Exhibition,” WV Division of Culture and 
  History, Martinsburg, WV
“WVWC Alumni Biennial Exhibition,” Sleeth Art Gallery, Buckhannon, WV
“Legacy of the Lines, revisited,” Annex Gallery at Taylor Books, Charleston, WV
“Legacy of the Lines,” Annex Gallery at Taylor Books, Charleston, WV
“Spring Fling Art Exhibition,” Main Street Art Gallery, Buckhannon, WV 
“Senior Art Exhibition,” Sleeth Art Gallery, Buckhannon, WV
“Student Juried Exhibition,” Sleeth Art Gallery, Buckhannon, WV
“Wesleyan at Chase,” Chase Bank; Buckhannon, WV
“Traveling, WV Juried Show,” WV Division of Culture and History, Logan, WV 
“Precision Pixilation,” Annex Gallery at Taylor Books, Charleston, WV
“17th Biennial West Virginia Juried Exhibition,” WV Division of Culture and History, 
  Wheeling, WV
“Annual Gala Juried Exhibition,” Randolph County Community Arts Center, Elkins, WV
“Different Voices and Common Experiences,” Mon Arts Center, Morgantown, WV
“Bank on Art,” Weston Arts Council; Progressive Bank, Citizens Bank, and United Bank, 
  Weston, WV
“Reaching for the Future,” Braxton Co. Middle School, Distant Learning Center, Sutton, WV
“Three Artists Exhibition,” Town Square Cafe, Sutton, WV
“The Touch Show,” Sleeth Art Gallery, Buckhannon, WV
“Student Juried Exhibition,” Sleeth Art Gallery, Buckhannon, WV 
“Student Juried Exhibition,” Sleeth Art Gallery, Buckhannon, WV
“Student Juried Exhibition,” Sleeth Art Gallery, Buckhannon, WV 
   
2016
2015
2014
2013
2012
 
2011
      
2010
2009
 2008
Exhibitions & Residencies Continued
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Visiting Artist Lecture, Concord University, Athens, WV
David L. Dickirson Gallery Blog, “Congratulations to People’s Choice Award 
 Winner Tiera Floyd”
Creative Quarterly, “The Best 100 of 2014”, juried publication
WV Culture Center and State Museum, “Award Program,” guest speaker
Creative Quarterly Journal, Issue 33, juried publication
WV Culture Center and State Museum, “ArtWorks”, television program
Creative Quarterly Journal, Issue 28, juried publication
Creative Quarterly Journal, Issue 24, juried publication
Graduate Assistantship, West Virginia University
Judy Raese Arts Award Winner, West Virginia University Juried Student Show
Judy Raese Arts Award Winner, West Virginia University Juried Student Show
Collection, West Virginia Culture Center and State Museum
D. Gene Jordan Memorial [Governor’s] Award Winner, West Virginia Juried Exhibition
Award of Excellence, West Virginia Juried Exhibition
Fine Art Professional Winner; 
“Award of Excellence,” recipient, Fine Art Professional Winner; Creative Quarterly Journal, Issue 33
Fine Art Student Winner, Creative Quarterly Journal, Issue 28
WVWC Senior Academic and Leadership Award
WVWC President’s List
WVWC Outstanding Art Department Freshman, Sophomore,  Junior and Senior
Merit Award winner , Student Juried Exhibition
Fine Art Student Winner, Creative Quarterly Journal, Issue 24
Featured Artist, Different Voices Common Experiences Exhibition
Vice President, Phi Kappa Phi Honor Society
Treasurer, Lambda Pi Eta Communications Honorary
1st place winner, Student Juried Exhibition
Merit Award winner, West Virginia Juried Exhibition
2nd place winner, Student Juried Exhibition
2016
2015
2014
2013
2012
2011
 
2015 - 2018
2016
2015
2013
2012
2011
2010
Awards, Honoraries & Collections
Bibliography
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Drawing (graphite, charcoal, pastel, Prismacolor, and ink)
Painting (oil, watercolor, acrylic, and gouache)
Printmaking (monotype, silkscreen, and linocut)
Experienced in:
  Adobe InDesign, Adobe Illustrator, Adobe Photoshop, Wacom tablets
Knowledgeable about:  
 Adobe Acrobat Professional, Adobe Dreamweaver, Autodesk MAYA, FinalCut Express
Additional software knowledge:
 Microsoft Office (Word, Power Point, and Excel)
 Apple (Keynote, Pages, Numbers)
 Adobe (Bridge, Fireworks, Acrobat, Reader, etc.)
 Also familiar with Canon cameras, lenses, and printers, Epson 
 and Lexmark printers, and both Mac OSX and PC platforms.
Traditional Skill Set
Digital Skill Set
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